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Founded in 1872, the School of Music combines the intimacy and intensity of conservatory 
training with a broadly-based, traditional liberal arts education at the undergraduate level 
and intense coursework at the graduate level. The school offers degrees in performance, 
conducting, composition and theory, musicology, music education, collaborative piano, historical 
performance, as well as a certificate program in its Opera Institute, and artist and performance 
diplomas. 
Founded in 1839, Boston University is an internationally recognized private research university 
with more than 32,000 students participating in undergraduate, graduate, and professional 
programs. BU consists of 17 colleges and schools along with a number of multidisciplinary 
centers and institutes which are central to the school's research and teaching mission. 
The Boston University College of Fine Arts was created in 1954 to bring together the School of 
Music, the School of Theatre, and the School of Visual Arts. The University's vision was to create 
a community of artists in a conservatory-style school offering professional training in the arts 
to both undergraduate and graduate students, complemented by a liberal arts curriculum for 
undergraduate students. Since those early days, education at the College. of Fine Arts has begun 
on the BU campus and extended into the city of Boston, a rich center of cultural, artistic, and 
intellectual activity. 
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Boston University Concert Choir 
"Harmonious Voice & Verse" 
Sir Charles Hubert Hastings Parry 
~848-'-1918) 
John Rutter 
(b.1945) 
Blest pair of Sirens (At a Solemn Music) 
Arranged by Paul Walton, b. 1977 
Gloria 
Allegro vivace: Gloria in excels is Deo 
Andante: Domine Deus 
Vivace e ritmico: Quoniam tu sol us sanctus 
Stephanie Marie Nahous, soprano 
Becca White, soprano 
Caroline Codd, alto 
Daniel Gostin, conductor 
This recital is in partial fulfillment of the Master of Sacred Music degree in Choral Conducting. 
Boston University Chamber Chorus 
laude Debussy 
(1862-1918) 
Trois Chansons 
Dieu! Qu'illa fait bon regarder! 
Quant j'ai ouy le tabourin 
Yver, vous n'estes qu'un villain 
Francis Poulenc 
(1899-1963) 
Henk Badings 
(1907-1987) 
Paul Hindemith 
(1895-1963) 
Sept Chansons 
La Blanche Neige 
A peine defiguree 
Belle et Ressemblante 
Luire 
Trois Chansons Bretonnes 
La nuit en mer 
La complainte des ames 
Soir d'ete 
Justin Thomas Blackwell, piano 
Six chansons 
Puisque tout passe 
Un Cygne 
En Hiver 
Ann Howard Jones, conductor 
Ann Howard Jones, conductor 
Ann Howard Jones is Professor of Musi.c and Director of Choral Activities at Boston 
University. She conducts the Symphonic and Chamber Choruses, supervises 
conducting students in the Concert Chorus and the Women's Chorale, teaches 
graduate choral conducting, and administers the MM and DMA programs in Choral 
Conducting. Dr. Jones is also the conductor of the BU Tanglewood Institute Young 
Artists ' Vocal Program Chorus, an auditioned ensemble of high school singers which 
rehearses and performs at Tanglewood in the summer. 
Recognized as a distinguished clinician, adjudicator, teacher and conductor, she has led 
many all state and regional choruses, workshops and master classes in the US, Europe, 
South America, Canada, and Asia. She has been invited to teach and conduct at North 
Texas, Michigan State, Missouri, University of Miami, San Diego State, University of 
M. ouri-Kansas City, Southern Methodist Un iversity, and Westminster Choir College 
er University, University of Kentucky, and the University of New Mexico. 
From 1984-1998, Dr. Jones was the assistant conductor to the late Robert Shaw and 
the Atlanta Symphony choruses, where she was Assistant Conductor for Choruses, 
sang in the alto section, assisted with the Robert Shaw Chamber Singers and helped 
to organize the Robert Shaw Institute. She sang and recorded with the Festival 
Singers both in France and in the U.S. The Festival Singers were also represented in 
performances of major works for chorus and orchestra at Carnegie Hall in a series of· 
perfqrmance workshops. After Shaw's death in 1999, Dr. Jones was invited to conduct 
the Robert Shaw Tribute Singers for the American Choral Directors Association 
conferences in San Antonio and Orlando. 
Choruses at Boston University have been invited to appear at conventions of the 
American Choral Directors Association (ACDA) in Boston and New York City. Dr. 
Jones has traveled with a group of BU graduate students to Padua and Venice, Italy, 
to perform and to study. A similar trip was made to Oslo and Bergen, Norway. In the 
spring of 2009, the graduate conducting students joined Dr. Jones at the national · 
convention of ACDA in Oklahoma City, where she was invited to prepare and conduct 
the world premiere of a work by Dpminick Argento. The conductors sang in the chorus 
and assisted in the preparations for the performance. 
Among the honors which Dr. Jones has received are the coveted Metcalf Award for 
Excellence in Teaching from Boston University, a Fulbright professorship to Brazil , and 
a lectureship for the Lily Foundation. At the National Conference of the American 
Choral Directors Association on March 9, 2011, Dr. Jones was named the recipient of 
t Robert Shaw Choral Award for distinguished service to the profession, the highest 
given by the association . 
Dr. Jones is a native of Iowa, and her degrees are from the University of Iowa. 
Daniel Gostin, conductor 
Daniel Gostin is a candidate for the Master of Sacred Music degree in choral 
conducting at Boston University where he studies with Drs. Ann Howard Jones, 
Scott Allen Jarrett, and Andrew Shenton. A native of New Britain, CT, he received the 
Bachelor of Arts degree in music with a minor in chemistry from Boston College. 
During his time as an undergraduate Daniel performed in many music ensembles, 
notably as clarinetist, section leader, and executive board member for the University 
Wind Ensemble-a member of its 2005-2006 inaugural season. He sang with the 
University Chorale, being featured as a tenor soloist in its performance of Mozart's 
"Coronation" Mass and baritone soloist in Schubert's Mass No. 2 in G, and traveled with 
the group for engagements at St. Peter's Basilica and the Chiesa del Gesu in Rome .. As 
one of the first two recipients of the Boston College Advanced Study Grant for Fine 
Arts in 2008, Daniel studied conducting with renowned Boston-area conductor and 
organist David Carrier. He also founded the university's first early music ensemble, t 
Boston Collegium, which he directed from 2007-2009. Under his artistic direction, 
the Collegium performed great works of the Renaissance, Baroque, and Classical eras, 
including Charpentier's Te Deum, Bach's Magnificat, Mozart's Spatzenmesse, Haydn's 
Kleine Orgelmesse, and Handel's Messiah. The group's musical success earned him the 
prestigious Fr. J. Robert Barth, S.J., Award for Excellence in the Arts in spring 2009. 
Daniel served as conducting assistant from 2009-2011 for the Newton Choral 
Society (under the direction of David Carrier) and was featured as baritone soloist 
in its performance of Vaughan Williams's Mass in G minor. Before coming to Boston 
University he was cantor, choir section leader, and assistant to the Director of Music 
Ministry at St. Ignatius of Loyola in Chestnut Hill , as well as a chorister with the 
Choir of Men and Boys at The Parish of All Saints, Ash mont. Daniel was one of the 
inaugural Conducting Fellows for Marsh Chapel during the 2011-2012 academic year 
and currently serves. as Music Program Administrator for the Chapel Choir. He hopes 
to pursue a doctoral degree in musicology upon completion of the MSMprogram, in 
addition to continued work as a church musician. 
program Notes 
Boston University Concert Choir 
"Harmonious Voice & Verse" 
Which is more important in a composition: the music or the words? The realms of 
music and literature often mix amid contentious debates, no matter how beautiful 
the resulting combination may be. Though not an attempt to settle the question, this 
evening's program seeks to promote what happens when the two art forms work 
together, or the harmony of voice and verse. You will hear two masterpieces of the 
English choral tradition, not simply because of their musical prominence, but because 
of the attention to detail regarding their words. C. Hubert H. Parry's Blest pair of Sirens 
{1887) and John Rutter's Gloria (1974) represent a studied and expert setting of some 
r · tory's finest text with an equal caliber of musical composition. Parry and Milton, 
~ J and the ancient text of the Mass: I hope these heavenly collaborations heighten 
our appreciation for how music and words work together to promote an aesthetic ideal. 
John Milton (1608-1674) is one of the giants of English literature and poetry. As a 
religious scholar, philosopher, civil servant, and poet, Milton often combined his various 
disciplines in his art to great aesthetic and rational effect. His ode At a Solemn Musick, 
in true seventeenth century fashion, is a combination of biblical and philosophical 
allegorical and rhetorical devices: The Sirens, taken from Plato's Republic, produced the 
music of the celestial spheres (stars and planets); the 'saphire-colour'd throne,' from 
Ezekiel1:26, is the prophet's vision of God; and the image of 'victorious Palms' comes 
from Revelations 7:9 concerning the symbols of salvation associated with martyrdom. 
The text of the ode concerns the ethereal concept of the marriage of music and verse. 
As 'harmonious Sisters,' they keep order between temporal and heavenly realms. As 
a Neo-Piatonic ideal of unified art, the ode is an allegory of the search for a return to a 
golden age of art in the vein of the biblical Garden of Eden.1 This theme comes directly 
from Milton's literary masterpiece, the epic poem Paradise Lost. Through biblical and 
theological interpretation, Paradise Lost provides a poetic narrative of Adam, Eve, and 
Satan in regard to the fall of humanity. At a Solemn Musick makes clear reference to 
the Fall: 'Jarr'd against natures chime,' we (through our ancestors Adam and Eve) 
'broke the fair musick' (c.f. 'Man 's First Disobedience,' Paradise Lost 1.1) of the natural 
order, which was expressed through a 'perfect Diapason.' Sigmund Spaeth in Milton 's 
Knowledge of Music comments, "Diapason represents the harmony between Heaven 
and Earth as consisting of the interval of the octave, in other words, the most perfect 
concord excepting an actual unison ... Man's state of good consisted in an undeviating 
conformity to divine law."2 The final quatrain is a plea to unite a 'celestial consort,' 
plays on the word 'consort' as meaning both a group of musicians and a 
r11 riage partner.3 
Parry's setting of the music is a stunning Romantic interpretation of Milton's text. The 
opening, a grand fanfare, sets up themes the voices will sing throughout the piece. 
Since Milton's ode is one continuous sentence, Parry does not interrupt the music but 
rather varies tempo, dynamics, and key to represent each dramatic shift in poetry. 
Subtle instances of text painting make the lyrics come alive: a shift in tonal ity from 
B-flat major to D major, with a large leap of a sixth in the soprano I part, on 'able to 
pierce;' the counter-melodic fanfares of the trumpets and trombones to represent 
the 'up-lifted Angel trumpets' (incidentally, this part of the ode was famously set by 
George Frideric Handel and inserted into his oratorio Samson, which was otherwise 
based on Milton's epic Samson Agonistes); and an immediate modal shift from G and D 
major toG and D minor on the word 'sin.' In a nod to Baroque and Classical form, Parry 
ends the piece in a rousing stretto fugue on the words 'To live with him, and sing in 
endles morn of light.' 
The Gloria and its accompanying parts of the Ordinary of the Mass constitute 
possibly the most musically set text in Western history. The enduring power of the 
words praising God in the form of the Holy Trinity leaves composers with endless 
opportunities. John Rutter's setting of the Gloria is no exception: though written for 
asecular concert, Rutter is mindful and attentive to the liturgical and theological 
implications of the text. The original prose is an historical compilation of theological 
assertions-for instance, the opening comes from the Gospel of St. Luke, when the 
angels proclaimed the birth of Christ to the shepherds outside Bethlehem, coupled 
with fourth-century iterations of praise of God in the First Person (Father) of the Trinity. 
Rutter divides the text according to Baroque and Classical Mass setting precedents: a 
jubilant opening until the end of the praises; a more plaintive second movement for the 
penitential pleas to the Second Person of the Trinity (Christ); and a rousing closing for 
the final Doxology, complete with a douhle 'fugue. 
Rutter's compositional genius is on full display in the Gloria, using and embellishing 
classical forms with modern musical idioms. The energy of the opening movement's 
fanfare may feel like the curtain opening on a Broadway or West End musical, but 
Rutter never strays from a dignified and reverent character-he subdues the rhythm 
and volume at places traditionally where the priest would bow, e.g. Gratias agimus tibi. 
The second movement takes on a cosmic characteristic: The frantic organ solo-which 
might represent the chaos of the universe, or even the flight of a dove, in reference 
to Christ's Incarnation by the Holy Spirit-persists over the calm, smooth choral and 
brass lines of cluster chords that somehow seem to make dissonance into understood 
consonance (God ordering his Creation). The third movement brings back the rhythmic 
vitality of the first, adding more percussion for emphasis. The double fugue in the 
middle of the movement combines the two themes of Quoniam tu so/us Sanctus and 
Cum Sancto Spiritu in gloria Dei Patris simultaneously, adding excitement by mixing 
meter, syncopation, and catchy melodic figures. 
Parry and Rutter not only are composers who knew how to set text with clarity and .~ 
musical vitality, but they also are major contributors to the distinguished history of 
English choral music and to British national identity. Parry roused a reluctant nation in 
the throws of World War I with his anthem Jerusalem (1916)-based on the poetry of 
William Blake, from which came England's moniker of a 'green and pleasant land'-and 
composed the song performed at every royal coronation of the twentieth century, I 
was glad (1902). Rutter has breathed new life into choral literacy around the English-
speaking world with his editions of the Oxford Book of Carols, English Church Music, and 
European Sacred Music, among many other collections, and recordings of his and other 
famous composers' music with The Cambridge Singers. In addition, the music of both 
parry and Rutter (the latter through a new commission) was featured in the wedding of 
TRH the Duke and Duchess of Cambridge, Prince William and Catherine M iddleton, in 
April 2011, including Parry's Blest pair of Sirens. 
Both compositions on the program were written for large choral societies: Blest pair of 
Sirens for Sir Charles Villiers Stanford and the Bach Choir of London to be performed 
during Queen Victoria's Golden Jubilee celebrations, and Gloria for The Voices of 
Mel Olson of Omaha, Nebraska, on the occasion of Rutter's premiere artistic trip 
to the United States. Yet their aesthetic qualities endear them to many performers 
and venues, including the traditional English Cathedral choir, which-short of boy 
~ nos-is the aim of tonight's format in Marsh Chapel. I hope you find great delight 
r presentation of the harmonious marriage of voice and verse. (Oh, and God save 
the Queen!) 
-Daniel Gostin 
1 Roy Lisker, ed., "Milton and Music," Ferment Magazine, http://www.fermentmagazine.org/ 
essays/ Milton.html 
2 Luxon, Thomas H., ed, "At a Solemn Music," The Milton Reading Room, Dartmouth University, 
http://www.dartmouth.edu/ -milton 
3 lbid. 
Mr. Gostin wishes to thank the following: 
Dr. Ann Howard Jones, Dr. Scott Allen Jarrett, Dr. Andrew Shenton, C.F. Peters 
Corporation & Oxford University Press, Steven Seigart, Paul Walton, Sarah Zenir, Molly 
Walker, Molly Flanagan, David Kjar, Don Lucas, Kenneth Amis, Konstantin Dobroykov, 
David Bonaiuto, and all the performers who lent their valuable time and talent to this 
recital 
Boston University Chamber Chorus 
The chanson, simply French for "song," has a long and complex history that dates back 
to the twelfth century, but the popularization of this strictly secular form came with 
the troubadours of the next century. The first known chansons were monophonic 
positions that focused on courtly love and epic poetry. The troubadours of 
hirteenth century used the French formes fixes, or poetic forms, such as the 
virelai, rondeau, and ballade, and these forms were still in use in the 14th century by 
Guillaume de Machaut. 
At the same time the monophonic chanson was flourishing, polyphonic chansons 
for two, three and, eventually, four voices began to appear. The Burgundian school of 
the 15th century saw a flowering of the chanson, with large bodies of secular vocal 
works by Guillaume Dufay, Gilles Binchois, Johannes Ockeghem and Antoine Busnoys, 
Flemish composer Josquin des Prez refined these multi-voice compositions with 
music in which the voices imitate each other, revealing the beginning of the influence 
of the Italian madrigal. Claudin de Sermisy and Clement Janequin too composed 
multi-voiced chansons, though their music emphasized a melody in the highest voice 
supported by a simple harmonization. This rhythmically vital music evoked images of' 
hunting, sounds of bird calls, noises of battle, and, of course, the pull of love. Syllabic 
settings, which allowed easy intelligibility of the texts, simpler musical values, and the 
appearance of the first French music publisher, Pierre Attaingnant, made it possible for 
amateurs to sing these chansons. 
In the late 15th century, the madrigal and chanson styles began to merge, with melodic 
imitation at the forefront of both forms, as seen in the music of Adrian Willaert and 
Jacques Arcadelt. More voices were added to heighten the imitation between voices 
and composers began writing chansons for as many as five and six voices. The Formt 
fixes disappeared in favor of through-composed pieces or other repeating forms, and 
duple meter became more standard in secular composition. 
later in the 16th century, the chanson found its full expressive power in Orlande de 
Lassus, who returned the form to a more homophonic, syllabic style in an attempt 
to set the natural rhythm of the French language, with greater note lengths given 
to accented syllables, and shorter lengths given to unaccented syllables. This more 
natural, declamatory style .of text setting gave rise to music that moved more 
unpredictably, one based on the rhythm of the text instead of on a regular metrical 
impulse that overrode the text accents. 
The French chanson, in its polyphonic form, went underground from the 17th to the 
late 19th century. The rise of the madrigal at the height of the Renaissance had shifted 
the focus of musical activity from the Franco-Flemish realm squarely to Italy, where 
polyphonic vocal music would give rise to the monodic style and eventually evolve into 
opera. However, during the 18th century, the chanson re-emerged in France as serious, 
dramatic solo song, heavily influenced by German lieder. The chanson continued 
to reinvent itself by developing into the chanson rea/iste, a popular style adopted by 
the working class of Paris' cafe culture, and made famous by the unforgettable voice 
of Edith Piaf. Ever since its revival, composers of many nationalities have adopted 
characteristics of this ancient form to create their own evocative takes on the French 
chanson. 
Claude Debussy 
Trois Chansons 
Born in 1862, in Paris, Claude Debussy was one of the first French composers to 
be called an "Impressionist," a term he did not appreciate. Debussy ended up with 
this moniker largely because his music was often built upon whole-tone and other 
non-diatonic scales that weakened the pull of a strong tonal center, exotic and rich 
h rmonies and dissonances, and subtle mixing of instrumental colors. The works that 
aost clearly show his sensitivity to color and his preference for gauzy, layered textures ~e his orchestral works, including the tone poem Prelude a l'apres-midi d'un faune ~1894), inspired the symbolist poet Stephane Mallarme's poem of the same name, the 
three Nocturnes (1899), La mer (1905), and Jeux (1913) . Many of these devices are also 
present in hi~ pian~ works, includi~g Suite Bergama~qu~ (1905), Estampes (1903), the 
highly inventive Preludes, and the Etudes, as well as m h1s art songs. 
Given his love for the colorful nuances readily available within the orchestral palette, 
it is understandable that Debussy wrote little music for chorus, and only one a 
cappella work, the Trois Chansons. Debussy wrote these pieces for an amateur choir 
that his friend Lucien Fontaine conducted; Debussy conducted the premiere in 1909. 
For literary inspiration, Debussy looked to the Duke of Orleans, a French poet and 
nobleman who, after being captured by the British during the Battle of Agincourt in 
was held captive for twenty-four years, during which he wrote nearly 500 poems. 
Debussy thought that his mode of musical expression formed a natural aesthetic 
union with the symbolist poets Baudelaire, Mallarme and Verlaine, his reaching 
back to 15th-century French poetry was certainly a departure from his own beaten 
path. Seeking a satisfying fusion of his musical language and the Duke's 500-year 
old poems, Debussy turned to the chanson of France's early renaissance. The first 
chanson, Dieu! Qu 'illa fait bon regarder! shimmers with sensual harmonies and is a love 
song that celebrates the divine gift of beauty. The second, Quand j'ay ouy, features a 
solo contralto weaving a modal, curvaceous melody amidst Debussy's interpretation 
of the chorus as a tabourin. The final song, Yver, vous n'estes qu'un villain, is a complaint 
about the unnecessary harshness of winter. A long, contrasting middle section, praising 
summer for its sweetness, uses the major mode and familiar cadential formulas to 
highlight the pleasant quality of that fair season. 
Francis Poulenc 
Sept Chansons 
Francis Poulenc belonged to an informal group of French composers who, in the 1920s, 
were known as "Les Six," a group that included Georges Auric, Darius Milhaud and 
Arthur Honegger. The group's aim 'was to leave behind the impressionism of Debussy 
and the romanticism of German music, in order to create a fresh music that embraced 
elements of Stravinsky and Satie. This self-identified group compared themselves 
to the French surrealists Jean Cocteau and Guillaume Apollinaire, who were both 
outspoken opponents of Impressionism. Poulenc, also a self-taught composer, found 
inspiration in the popular idioms of cabaret and dance music, but he was quick to find 
his own voice, a style characterized by incisive rhythms, bright colors, short phrases, 
he novel juxtaposition of diatonic harmonies. As Poulenc grew more complex as 
rtist, his deepening Catholic faith and interest in religious subjects pulled him away 
from his earlier whimsical, bon vivant style, and he developed a simpler, crystalline 
clarity of structure and form . 
Of Poulenc's two most significant creative influences, poet Paul Eluard and baritone 
Pierre Bernac, he said: "I had a weakness for Eluard right away, because he was the 
only surrealist who tolerated music. Also, because all his work is a musical vibration. It 
will never be known how much I owe to Eluard, how much I owe to Bernac. It's thanks 
to them that lyricism penetrated into my vocal works. The first, because of the wa rmth 
of his images. The second, thanks to his admirable musical understanding and above 
all what he taught me about the art of singing." 
Poulenc composed these a capella chansons after hearing a performance of mad riga ls 
by Monteverdi conducted by Nadia Boulanger. The Sept Chansons, composed in 1936 
is a collection of musical settings of seven poems by Apollinaire and Eluard, and is o~e 
of Poulenc's first forays into the world of composing secular a capella music for chorus. 
Poulenc's music is strongly based in tonality, especially his soaring melodies, which are 
supported by chromatically altered harmonies that suddenly veer off into dissonance 
only to come crashing into consonance once again . In these chansons, it is clear that 
Poulenc revisits the indelible influence of the renaissance chansons of Janequin, who 
employed short phrase lengths and crystal clear text settings to great effect. 
Henk Badings 
Trois Chansons Bretonnes 
Henk Badings was born in Indonesia in 1907, to Dutch parents. His parents died 
when he was only eight years old, and he moved to the Netherlands, where his new 
guardians were unsupportive of his early leanings towards music and convinced him 
to study paleontology and geology. During his budding career in science, Badings 
managed to become a composer, la rgely self-taught. In 1930, the Concertgebouw 
premiered his first symphony to great acclaim, although Badings was then virtuall y 
unknown. 
Badings' compositional styles range from nec-Romantic orchestrations to polytonal 
works and electron ic music. When he composed the Trois Chansons Bretonnes in 1946, 
he clearly had the harmony and unusual scales of Debussy and Ravel in his ear, and the 
lush, sensual ha rmonies and colors suggestive of the French Impressionists bring the 
words of Breton poet Theodore Botrel to life. 
The first and third of the Trois Chansons Bretonnes are accompanied by piano. The most 
intense is the second, La complainte des ames, which is unaccompanied. In this song, 
the female and male voices represent the departed souls of mothers and fathers who 
are dangling in Purgatory, awaiting the prayers of their ungrateful children who have 
forgotten to pray for them. In contrast, the set begins with La nuit en mer, a dreamy 
depiction of twilight at sea, and it ends with Soir d'ete, a litany of the joys of a romantic 
summer evening, from the chirp of the lowly cricket to the God-given breeze. 
Paul Hindemith 
Six Chansons 
In 1938, Swiss conductor George Haenni asked Paul Hindemith to compose a choral 
. e for his folk choir, Chanson Valaisanne . Hindemith chose to set si x of Rainer Maria ~~~k~'s French poems, drawing a connection between Rilke's deep love for the beautiful 
1 
ntryside of Valais and the chorus from the Valais region that had commissioned the ~~:ces . He finished his Six Chansons in 1939. 
Hindemith taught at Yale University and influenced a mighty generation of American 
composers, including Lukas Foss, Harold Shapero, Norman Delio Joio, and Emma Lou 
Diemer. His music's main focus develops a fine contrapuntal sense and a non-diatonic, 
tonally-centered harmonic language, rich with dissonance. This very prolific composer 
wrote surprisingly little choral music, although his experience in writing for the voice 
was extensive. Among his works are numerous songs and eleven highly regarded 
operas or music theater pieces. His Six Chansons are contrapuntal masterpieces in 
miniature: each song employs the voice expertly, allowing it to breathe in a comfortable 
range when the music is soft and placid, and asks the voices to reach beyond thei r 
r fort zone to achieve heightened expression. The compositions mirror the clear 
res of the early chansons by Guillaume de Machaut, whose music Hindemith 
knew, admired and frequently analyzed. Hindemith set the Rilke texts so that they 
stand at the forefront, letting them be heard and understood at every moment. 
-Amy Lieberman 
Texts and Translations 
Sir Charles Hubert Hastings Parry 
Blest pair of Sirens 
Dedicated to Sir Charles Villiers Stanford and the members of the Bach Choir 
Text: At a Solemn Musick, John Milton (1608-1674) 
Blest pair of Sirens, pledges of Heav'ns joy, 
Sphear-born harmonious Sisters, Voice, and Vers, 
Wed your divine sounds, and mixt power employ 
Dead things with inbreath'd sense able to pierce, 
And to our high-rais'd phantasie present, 
That undisturbed Song of pure concent, 
Ay sung before the saphire-colour'd throne 
To him that sits thereon 
With Saintly shout, and solemn Jubily, 
Where the bright Seraphim in burning row 
Their loud up-lifted Angel trumpets blow, 
And the Cherubick host in thousand quires 
Touch their immortal Harps of golden wires, 
With those just Spirits that wear victorious Palms, 
Hymns devout and holy Psalms 
Singing everlastingly; 
That we on Earth with undiscording voice 
May rightly answer that melodious noise; 
As once we did, till disproportion'd sin 
Jarr'd against natures chime, and with harsh din 
Broke the fair musick that all creatures made 
To their great Lord, whose love their motion sway'd 
In perfect Diapason, whilst they stood 
In first obedience, and their state of good. 
0 may we soon again renew that Song, 
And keep in tune with Heav'n, till God ere long 
To his celestial consort us unite, 
To live with him, and sing in endles morn of light. 
} 
l 
Jilin Rutter 
-~el Olson and The Voices of Mel Olson 
:~:Fourth century Latin hymn (with Book of Common Prayer 1662 English translation) 
Allegro vivace 
Gloria in excelsis Deo 
et in terra pax hominibus bona= voluntatis. 
L.oudamus te, benedicimus te, adoramus te, 
g/orificamus te, 
gratias agimus tibi propter magnam 
g/oriam tuam. 
,. ante 
Domine Deus, Rex ca=lestis, 
Deus Pater omnipotens. 
Domine Fili Unigenite, 
Jesu Christe, 
Domine Deus, Agnus Dei, 
Filius Patris, 
qui to/lis peccata mundi, 
' miserere nobis; 
qui to/lis peccata mundi, 
suscipe deprecationem nostrum. 
Qui sedes ad dexteram 
Patris, miserere nobis. 
Vivace e ritmico 
Quoniam tu so/us Sanctus, tu so/us 
Dominus, 
tu so/us Altissimus, Jesu Christe, 
cum Sancto Spiritu: in gloria Dei Patris. 
Amen. 
Claude Debussy 
"»'ois Chansons 
I . 
u! qu'illa fait bon regarder! 
Dieu! qu'illa fait bon regarder 
La gracieuse bonne et belle· p ' 
our les grans biens que sont en elle 
Glory be to God on high 
and in earth peace, goodwill towards men. 
We praise thee, we bless thee, we worship 
thee, we glorify thee, 
we give thanks to thee, for thy great glory. 
0 Lord God, heavenly King, 
God the Father Almighty. 
0 Lord, the only-begotten Son, 
Jesus Christ; 
0 Lord God, Lamb of God, 
Son of the Father, 
that takest away the sins of the world, 
have mercy upon us; 
thou that takest away the sins of the world, 
receive our prayer. 
Thou that sittest at the right hand of 
God the Father, have mercy upon us. 
For thou only art holy, thou only art the 
Lord; 
thou only, 0 Christ, with the Holy Ghost, 
art most high in the glory of God the Father. 
Amen . 
God! But she is fair, 
graceful, good and beautiful. 
All are ready to praise 
Chascun est prest de Ia louer. 
Qui se pourroit d'elle Iasser? 
Tousjours sa beaute renouvelle . 
Dieu! qu'illa fait bon regarder 
La gracieuse bonne et belle! 
Par de ~a ne de Ia, Ia mer 
Ne scay dame ne damoiselle 
Qui soit en tous bien parfais telle. 
C'est ung songe que d'i penser: 
Dieu! qu'illa fait bon regarder! 
Quand j'ay ouy le tabourin 
Quant j'ai ouy Ia tabourin 
Sonner, pour s'en aller au may, 
En mon lit n'en ay fait affray 
Ne leve mon chief du coissin; 
En disant: il est trop matin 
Ung peu je me rendormiray: 
Quant j' ay ouy le tabourin 
Sonner pour s'en aller au may, 
Jeunes gens partent leur butin; 
De nonchaloir m'accointeray 
A lui je m'abutineray 
Trouve l'ay plus prouchain voisin; 
Quant j'ay ouy le tabourin 
Sonner pour s'en aller au may 
En mon lit n'en ay fait affray 
Ne leve mon chief du coissin. 
Yver, vous n'estes qu'un villain 
Yver, vous n'estes qu'un vilain; 
Este est plaisant et gentil 
En temoing de may et d'avril 
Qui l'accompaignent soir et main . 
Este revet champs, bois et fleurs 
De sa livree de verdure 
Et de maintes autres couleurs 
Par !'ordonnance de nature. 
her excellent qualities. 
Who could tire of her? 
Her beauty is ever new. 
God! but she is fair, 
graceful, good and beautiful! 
Nowhere does the sea look on 
so fair and perfect 
a lady or maiden. 
Thinking on her is but a dream. 
God! but she is fair! 
When I heard the tambourine 
call us to go a-Maying, 
I did not let it frighten me in my bed 
or lift my head from my pillow, 
saying, "It is too early, 
I will go back to sleep." 
When I heard the tambourine 
call us to go a-Maying, 
young folks dividing their spoils, 
I cloaked myself in nonchalance, 
clinging to it 
and finding the nearest neighbour. 
When I heard the tambourine 
call us to go a-Maying, 
I did not let it frighten me in my bed 
or lift my head from my pillow. 
Winter, you're naught but a rogue. 
Summer is pleasant and kind, 
as we see from May and April, 
which accompany it evening and morn. 
Summer, by nat.ure's order, clothes fields, 
woods and flowers 
with its livery of green 
and many other hues. 
l 
. vous, Yver, trop estes plein 
MaiS I , 'I ege, vent, p uye et grezl . 
oe n ous deust banir en exil. 
onv . I I . 
Point flater Je pare p em, sans , .
1 
. 
v. • vous n'estes qu un VI a1n . 
,ve., 
frands Poulenc 
SePt Chansons 
La Blanche Neige 
Les anges les anges dans le ciel 
L'un est vetu en officier 
(! estvetuencuisinier 
autres chantent 
Bel officier couleur du ciel 
Ledoux printemps longtemps apres Noel 
Te medaillera 
D'un beau soleil. 
Le cuisinier plume les oies 
Ati! tombe neige 
Tombe et que n'ai je 
Ma bien-aimee entre mes bras 
A peine defiguree 
Adieu tristesse. 
Bonjour tristesse. 
Tu es inscrite dans les I ignes 
du plafond. 
Tu es inscrite dans les yeux que j'aime. 
Tu n'es pas tout a fait Ia misere, 
Carles levres les plus pauvres 
te denoncent 
Par un sourire. 
Bonjour, tristesse. 
Amour des corps aimables. 
ance de l'amour 
L., t l'amabilite surgit 
Comme un monstre sans corps. 
Tete desappointee 
Tristesse, beau visage 
But you, Winter, are too full 
of snow, wind, rain and sleet. 
We must send you into exile. 
I'm no flatterer and I speak my mind. 
Winter, you 're naught but a rogue. 
The White Snow 
The angels, the angels in the sky 
One is dressed like an officer 
One is dressed like a cook 
And the others are singing 
Handsome sky-colored officer 
Mild spring long after Christmas 
Shall decorate you 
With a fine sun 
The cook is plucking his geese 
Ah ! fall, snow 
Fall and if only I had 
My beloved in my arms 
Barely distorted 
Good bye sadness 
Hello sadness 
You are inscribed in the lines 
of the ceiling 
You are inscribed in the eyes I love 
You are not quite misery, 
Since even the poorest lips condemn you 
With a smile 
Hello, sadness 
Love of beloved bodies 
Power of love 
Whose claim to love 
Surges out 
Like a monster without a body 
Disappointed head 
Sadness, beautiful face 
Belle et Ressemblante Beautiful and Resembling 
Un visage a Ia fin du jour, A countenance at the end of the day, 
Un berceau dans les feuilles mortes du jour. A cradle in the dead leaves of the day. 
Un bouquet de pluie nue, A bouquet of naked rain, 
Tout solei I cache. the sun completely hidden. 
Toute source des sources Every fount of founts 
au fond de l'eau. beneath the water. 
Tout miroir des miroirs brises. 
Un visage dans les balances du silence. 
Un caillou parmi d'autres cailloux 
Pour les frondes des dernieres 
lueurs du jour. 
Un visage semblable 
a tous les visages oublies 
Luire 
Terre irreproachablement cultivee, 
Miel d'aube, solei! en fleurs, 
Coureur tenant encore par un fil au 
dormeur. 
(Noeud par intelligences) 
Et le jetant sur son epaule: 
II n'a jamais ete plus neuf, 
II n'a jamais ete si lou rd . 
Usure, il sera plus Ieger, 
Utile. 
Clair solei! d'ete avec, 
Sa chaleur, sa douceur, sa tranquillite. 
Et vite, 
Les porteurs de fleurs en l'air touchent de 
Ia terre 
Henk Badings 
Trois Chansons Bretonnes 
La nuit en mer 
La brise enfle notre voile 
Voici Ia premiere etoile Qui lui; 
sur le flot qui nous balance 
Amis, voguons en silence dans Ia nuit 
Tous bruits viennent de se tai re, 
on dirait que tout sur terre, est mort: 
Every mirror of shattered mirrors. 
A countenance suspended in silence. 
A stone among other stones, 
thrown from the sling by the last 
light of day. 
A countenance similar 
to all forgotten faces. 
To gleam 
Faultlessly cultivated earth, 
Dawn honey, sun in bloom, 
Runner still connected by a thread to the 
sleeper. 
(Tied by understanding) 
And throwing him over his shoulder: 
He has never been newer, 
He has never been so heavy. 
Worn, he will become lighter, 
Useful. 
Bright sun of summer with, 
Its warmth, its softness, its stillness. 
And quickly, 
The flower-carr iers in the air touch some 
earth 
Night at Sea 
The breeze swells our sail 
Behold the first star's twinkling; 
upon the waves that rock us 
Friends, let us sail the night in silence 
All noises have been stilled, 
it seems that everything on earth is dead: 
9 
humains comme les chases, 
L.eS iseaux com me les roses tout s'endort 
:,S ~ Ia rner, c'est Ia Vivante C'a~t l'irnmensite mouvainte toujours 
p e nant d'assaut les Jetees d~aigneuse des nuitees et des jours 
Horrnis Elle rien n'existe 
que le grand Ph are et son triste 
Reflet. 
A Ia place le meilleure 
mes amis jetons sur l'heure le filet 
Puis enroule dans nos voiles 
1, nt nu sous les etoiles dormons! 
Revons, en Ia paix profonde 
A tous ceux qu 'en ce bas monde Nous 
Aimons 
Dormons sur nos goelettes. 
Comme en nos bercelonnettes d'enfants 
et demain a maree haute 
N6us rallierons a Ia cote Triomphants! 
La complainte des ames 
Vierge Marie, 6 bonne Mere de Jesus 
C'est ici Ia complainte amere 
Que chantent ceux qui tie sont plus 
Nous venons en ce soir d'autonme 
frapper aux partes des Am is: 
C'est Jesus Christ qui nous ordonne 
de reveiller les endormis. . 
Ah! Vous, qui dormex dans Ia nuit noire. 
Ah! Songez vous de temps en temps, 
qu 'au flambant du Purgatoire 
sont peut-etre. tous vos parents. 
lis sont Ia vos peres, vos meres. 
feu pardessus, feu pardessous, esperant, 
in, les prieres 
4 1ls ont droit d'espeerer de vous 
~ongez vous qu 'ils disent peut-etre 
a taus les Chretiens d'ici -bas: p· 
nez pour nous sans nous connaitre. 
Puisque nos gas ne le font pas! 
Humans as well as things 
The birds as well as the roses all are asleep 
But the sea, it is the Living 
it is the immensity shifting constantly 
taking the piers by storm 
disdainful by night and by day 
Except for her, nothing exists 
But the big lighthouse and its sad 
Reflection. 
At the best place 
my friends, let us now throw our net 
Then, our sails furled 
Foreheads bare under the stars, we will 
sleep! 
Dream upon the deep peace 
Of all whom we love in this earth below 
Let us sleep upon our schooners. 
As in our childhood cradles 
and tomorrow at high tide 
We will return to shore Triumphant! 
Complaint of the Souls 
Virgin Mary, 0 good Mother of Jesus 
Here is a bitter complaint. 
Sung by those who no longer exist 
We come upon this autumn evening 
to knock at the doors of Friends; 
Jesus Christ it is, who commands us 
to awake the sleepers. 
Ah! You who sleep through the dark night. 
Ah! Dream once in a while, 
that in the burning fires of Purgatory 
are, perhaps, all you parents. 
Here are your fathers, your mothers. 
fire above, fire beneath, 
hoping in vain for the prayers 
that they have a right to expect from you. 
Dream that they perhaps say 
to all Christians here on earth : 
Pray fo r us without knowing us, 
because our own children are not doing so! 
Dans le purgatoire on nous laisse 
Priez pour ceux qui ne prieni pas! 
Priez pour nous! l'ricz sans cesse 
puisque nos gas sont des ingrats! 
Soir d'ete 
Lison, ma caline, 
Quittons Ia colline 
Carle jour decline 
Au rouge horizon. 
Avant qu'il ne meure 
Profitons de l'heure: 
A notre demeure 
Viens t'en, ma Lison! 
Dans Ia paix immense 
Du soir qui commence 
Monte Ia romance 
Des petits grillons, 
Et Ia plane rase 
Que Phebus embrasse, 
Savoure l'extase 
Des derniers rayons 
Des voi x enj61euses 
Sortent des yeuses: 
Ce sont des berceuses, 
Des petits oiseaux. 
Et sa porte close, 
La fermiere Rose, 
Chante meme chose 
Entre deux berceaux! 
C'est l'heure tres pure, 
Ou dans Ia ramure 
Passe le murmure 
Du grand vent cal me. 
L'heure langoureuse, 
L'heure ou l'amoureuse 
Se suspend, heureuse 
Au bras de I'Aime; 
We have been left in Purgatory. 
Pray for those who are not prayed for! 
Pray for us! Pray without ceasing 
because our children are ungrateful. 
Summer Evening 
Lison, my pet, 
Let us leave the hil(, 
For day dies away 
At the red horizon. 
Before it dies away, 
Let us seize the hour: 
Come thither, my Lison, 
To our home! 
In the vast peace 
Of the emerging evening 
Builds the love song 
Of the tiny crickets, 
And the open plain, 
Embraced by Phoebus 
Savors the ecstasy 
Of the final rays. 
Coaxing voices 
Emerge from the oaks, 
They are lullabies, 
Tiny birds. 
And behind her closed door 
The farmer's wife Rose 
Sings the same thing 
Between two cradles! 
It is the hour of great purity, 
When through the branches 
The murmur of the 
Great, becalmed wind passes 
The languid hour, 
The hour when the beloved 
Rests lightly, content, 
In arms of her Lover. 
cest l'heure touchante, 
ou tous nous enchante, 
Ou Ia cloche chante 
L'Angelus au loin, 
Et c'est l'heure grise, 
Ou Ia douce brise 
S'irnpregne et se grise 
De l'odeur du foin; 
C'est l'heure ou tout aime, 
ou, las du blaspheme 
Le rnechant, lui meme, 
Est un peu meilleur: 
l . eur se depouille 
De tout se que souille, 
L'ame s'agenouille 
Devant le Seigneur! 
Lison, me petite, 
Prions le bien vite 
Pour qu'on ne se quitte 
De'l'eternite 
Et qu 'il nous convie 
A fuir cette vie 
A l'heure ravie 
D'un beau soir d'ete. 
Paul Hindemith 
Six Chansons 
Puisque tout passe 
Puisque tout passe, faisons 
Ia melodie passagere; 
celle qui nous desaltere, 
aura de nous raison. 
Chantons ce qui nous quitte 
avec amour et art · 
50Yons plus vite ' 
que le rapide depart. 
It is the poignant hour, 
When everything delights us, 
When the bell sings 
The distant Angelus 
And it is the grey hour, 
When the gentle breeze 
Is heavy and intoxicated 
With the aroma of hay; 
It is the hour when everything loves, 
When, weary of cursing, 
Even bad people 
Improve a bit. 
The heart rids itself of 
All corruption; 
The soul kneels 
Before the Lord! 
Lison, my darling, 
Let us ask for it without delay, 
So that we do not banish 
ourselves From eternity, 
And so that he might invite us 
To escape this life 
At the ravishing hour 
On a beautiful summer's eve. 
Since all is passing 
Since all is passing, retain 
Let us make a passing melody. 
The one that quenches our thirst 
Will be right for us. 
Let us sing what leaves us 
With love and art; 
Let us be quicker 
Than the quick departure. 
Un Cygne 
Un cygne avance sur l'eau tout entoure 
de lui-meme, comme un glissant tableau; 
Ainsi a certains instants un etre que l'on 
Aime est tout un espace mouvant. 
II se rapproche, double, 
comme ce cygne qui nage, 
sur notre ame troublee ... 
qui a cet etre ajoute Ia tremblante image 
de bonheur et de doute. 
En Hiver 
En hiver, Ia mort meurtriere 
entre dans les maisons; 
elle cherche Ia soeur, le pere, 
et leur joue du violon. 
Mais quand Ia terre remue, 
sous Ia beche du printemps, 
Ia mort court dans les rues 
et salue les passants. . 
A Swan 
A swan moves over the water, 
Surrounded by itself, like a gliding tableau . 
Thus the beloved is sometimes 
a moving space. 
He draws near, duplicated 
like the swimming swan, 
to our troubled soul. ... 
which adds the trembling image 
of joy and doubt. 
In Winter 
With the winter, Death, grisly guest 
Through the doorway steals in 
Both the young and the old to quest, 
And he playes them his violin. 
But, when the Spring's spades are beating 
Frozen earth beneath blue sky, 
Then Death his way goes fleeting, 
Lightly greeting passersby. 
--
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Ronald Haroutounian bassoon Gary Durham 
John Heiss flute Lynn Eustis • 
Gregg Henegar bassoon Phyll is Hoffman • 
Renee Krimsier flute Matthew Larson 
Gabriel Langfur boss trombone Betsy Polatin (theater) 
Don Lucas trombone * Bonn ie Pomfret 
M ichael Martin trumpet Jerrold Pope * 
SCHOOL OF MUSIC DEPARTMENT OF PRODUCTION AND 
ENSEMBLES 
J. Casey Soward, Assistant Director for Production and 
Performance 
Michael Ba rsano, Manager of University-Wide Ensembles 
Michael Culler, Head Recording Engineer 
Aaron Goldberg, Director of Athletic Bands 
Oshin Gregorian, Manager of Opera Institute 
Diane Mclean, Stage Manager 
Shane McMahon, Recording Engineer 
David Dawson II , Scheduling and Recitals Coordinator 
Kris Sessa, Librarian 
Martin Snow, Keyboard Technician and Restoration 
Molly Walker, Manager of School of Music Ensembles 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Fine Arts 
Robert K. Dodson, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, Schoof of Visual Arts 
HISTORICAL 
PERFORMANCE 
Aida Abreu recorder 
Sarah Freiberg Ellison cello 
Greg Ingles sack but 
Laura Jeppesen viola da gamba 
Christopher Krueger 
baroque flute 
Catherine Liddell /ute 
Scott Metca lfe 
Martin Pearlman 
baroque ensembles • 
Robinson Pyle natural trumpet 
Marc Schachman baroque oboe 
Aaron Sheehan HPvaice 
Jane Starkman 
baroque violin, viola 
Peter Sykes harpsichord * 
MUSICOLOGY 
Marie Abe • 
Richard Bunbury • 
Victor Coelho • 
Sean Gallagher 
Brita Heimarck" 
Thomas Peattie • 
Joshua Rifkin • 
Andrew Shenton • 
Jacquelyn Sholes 
Patrick Wood Uribe • 
Jeremy Yudkin • 
COMPOSITION 
AND THEORY 
Brett Abigana 
Vartan Aghababian 
Martin Amlin • 
Deborah Burton • 
Justin Casinghino 
Richard Cornell • 
Davide Fanni 
Joshua Fi neberg • 
Samuel Headrick • 
Davide Ianni 
David Kopp • 
Mary Montgomery Koppel 
Rodney Lister • 
Kelty Nez • 
Matthew Reev~s 
Andrew Smith 
John Wallace • 
Steven Weigl • 
Jason Yust • 
SCHOOL OF MUSIC 
Robert K. Dodson, Director 
Richard Cornel l, Associate Director 
MUSIC EDUCATION 
Susan Conkling • 
Diana Dansereau • 
Andre de Quadros • 
Jay Dorfman • 
Andrew Goodrich • 
Lee Higgins • 
Phyllis Hoffman • 
Ron Kos • 
Warren Levenson 
Roger Mantie • 
Brian Michaud 
Sandra Nicolucci • 
CONDUCTING 
David Hoose • 
Ann Howard Jones * 
Scott A llen Jarrett 
David Martins 
Scott Metcalfe 
OPERA INSTITUTE 
Phyl lis Curtin ++ 
. Sharon Daniels • SAB 
Melinda Sullivan-Friedman 
Frank Kelley 
Angie Jepsen 
William Lumpkin * 
Laura Raffo 
Jim Petosa (theater) 
Betsy Polatin (theater) 
Jeffrey Stevens • 
Nathan Troup 
A ll ison Voth • 
STAFF PIANISTS 
Michelle Beaton 
Eve Budnick 
Matthew Larson 
Phillip Oliver 
Lorena Tecu 
Noriko Yasuda 
Molly Wood 
VISITING SCHOLARS 
Anthony Palmer 
Department Chairs 
represented in bold 
· Full-time faculty 
++Emeritus 
LOA · leave of Abscence 
SA8 • Sabbitcal 
Will iam McManus, Associate Director for Music Education 
. Phyl lis Hoffman, Executive and Artistic Director of The Boston 
University Tanglewoad Institute 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Robert K. Dodson, Director 
Richard Cornell, Associate Director of Music Studies 
William McManus, Associate Director for Music Education 
Phyllis Hoffman, Executive and Artistic Director of Boston 
University Tanglewood Institute 
Ann Howard Jones, Ensembles 
David Kopp, Director, Graduate Studies 
Michelle LaCourse, Chair, Applied .Studies 
Shaun Ramsay, Assistant Director for Admissions and 
Student Affairs 
John Wallace, Director, Undergraduate Studies 
Boston University College of Fine Arts 
School of Music 
Upcoming Events and Performances 
Monday, February 11, 8:00pm Time's Arrow 
Rodney Lister, director 
The Art Gallery at BOB Commonwealth Avenue 
Tuesday, February 12, 8:00pm Boston University Symphony Orchestra 
David Hoose, conductor 
Tsai Performance Center 
Thursday, February 14, 8:00pm Faculty Recital Series 
Gabriel Langfur, trombone 
CFA Concert Hall 
Friday, February 15, 6:30pm Faculty Recital Series 
Jennifer Bill , saxophone 
CFA Concert Hall 
Friday, February 15, 8:00pm Ensemble in Residence Recital 
Saturday, March 2, 8:00pm 
Boston Symphony Orchestra Brass Quintet 
Marsh Chapel 
Boston University Choral Ensembles 
& Time's Arrow 
Ann Howard Jones, Michael Dauterman, 
and Rodney Lister, conductors 
Marsh Chapel 
CFA Concert Hall, 855 Commonwealth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
Marsh Chapel, 735 Commonwealth Avenu 
Boston University College of Fine Arts 
Text BUARTS to 22828 twitter.com/ BUArts 
bu.edu/ cfa 
• facebook.com/ BUARTS 
